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The Test Pieces (2014 -ongoing The Test Pieces involves four dancers who handle large ropes. Live cameras capture fragments of the performance, which are transmitted onto monitors placed in the space. Butcher, after each instantiation of the work, has 'moved on' and 'wants the piece to grow'. . In rehearsals she further mentioned that so far she had set herself something to do 'that there wasn't enough time for', which led her to 'draw conclusions' in the earlier versions of The Test Pieces. 
As such these conclusions were conceptually at odds with the work that emerged. Instead the work, she explains, should be created by trial and error -'there is no quick way'.
As part of the process of reworking The Test Pieces, Butcher takes into consideration 'things that didn't work before'; she is also working with different dancers -Lauren Potter, Ben Ash, Charlie Morrissey, Lucy Suggate -most of whom she has a history of working with in the past. The selection of dancers is based on an established trust, but the reworking of The Test Pieces also involves a highly particular effort focused on making new relationships with the particular dancers again.
Through The Test Pieces (see Fig 2  below ) and parallel teaching projects Butcher investigates the idea of a choreographic work that records itself through the body's making itself visible in space and time.
The piece works with the notion of leaving something behind through the use of the abstract idea of the body printing itself in space. Butcher assumes that if the intention of the body is to do this, then in some ways this is no different from a painting or a piece of work having a dialogue, with the work itself being an extension of this dialogue. Butcher mentions that there is a visual dilemma, in that in this way of working she has less control over a visual aesthetic than the way she has choreographed in the pastgiving meticulous instructions to determine and fix movement in collaboration with her dancers in space and time. 'You have to work harder into what you see', she says now, always on the level of aiming to achieve for the work to fulfill its intention. Butcher notes that in rehearsals she only responds to what she sees of the performer/s at work, and can never predetermine it. She has an interest in the development of performance material from language: 'As the piece evolves, the language evolves'. In her work with dancers the 'labeling' of movement is a highly important part of the creative process.
In a filmed conversation with dancer Elena Giannotti Butcher states that Giannotti was able to make a specific language 'visible'. Giannotti observes that the creation of a set of references became the territory that allowed her to identify her boundaries in terms of movement.
'There is always a silent outline', Butcher states, 'a form into which things come into or don't belong'. Certain aspects will not have the strength to remain in the frame, or perhaps belong to another piece. This process involves copious notes taken during rehearsals, and at the end of the day, by Butcher and the dancers. anamnesis' (to which we return below) (55). It is 'passing' that resonates with the notion of 'capturing intention', not by ratifying it, but by beginning to acknowledge that capture, in this
case, is an irresolvable desire. In order to begin to understand a few of the implications (for the archive, for 'intention' and for 'capture') of 'passing', we need to explore all three memory-effects. We argue that they are always likely to be engaged in the attempt (and in the failures -an 'intricate and intriguing problem' (56) 
They are unlikely to return 'whole', or in their innocence, as we note below.
They will have been 'worked through' in Butcher's ongoing critical engagement.
(In this sense, and this is important to understand, the historically-specific event does not foreclose on the artist's own engagement; nor has she necessarily seen what a spectator sees, in the event -'in any event'. Nor did she, it would seem, applaud each time a spectator applauds. What she knows, in other words, is both acutely engaged and different. How to inscribe that knowing -other than through making new work?)
The Rosemary Butcher archive is likely to approach this curious temporal synthesis through explicit recourse to the three memory-effects of 'breaching, scanning and passing': these types of process are likely, similarly, to produce, from 'the same work', different types of data, with different degrees and types of resonance.
Breaching or habit, Lyotard explains, 'is a [stabilized] energetic set-up', 'which structures a certain type of behavior in a certain type of contextual situation'.
'Dance', or perhaps 'the trained dancer's preparedness for dance', in a workshop or rehearsal situation is just such an 'energetic set-up', stabilized in nature, hence extractable and transferable from one such situation to another:
This is just as much the case for so-called sensory data -colours and soundsto the exact extent that their constitutive physical properties have been identified. …these items of data can be synthesized anywhere and anytime to produce identical chromatic or acoustic products (simulacra). (50) Fig 1 doing now?') 'Elements … which can be considered in isolation form a set which is notable for its double internal transcendence: the properties of the whole exceed those of the sum of the parts, and each element taken for itself is not exhausted by its definition as a part of a given totality ' (48-9) . In this 'memory-as-breaching', the element thereby 'tele-graphed' into the target inscription is delocalized and detemporalized, but reactualizable in the present,
and it is able to be typified, as we have above (Fig 1) as exemplary of a set of choreographic or directorial practices. However, something might seem, thereby, to be lost from this process, as many other writers have noted: the 'eventness' of the 'initial reception' has gone, not least because the whole idea of an 'initial' reception, of what since Kant has been called an 'aesthetic', an empirical or transcendental mode whereby the mind is affected by a 'matter' which it does not fully control… -this whole idea seems completely out of date. (50) It is, then, Lyotard continues, 'through its specific manner of inscription', likely to produce a mode of memorization freed 'from the…immediate conditions of Perhaps we erred, in that account, however, by failing to underline the importance of a number of recurring processes and syntheses in Butcher's practices, in favour of eventness ('eventicity') -a temporal sequence which located the named production, time and site as key to the account. The
The Test Pieces is a work in which Butcher explicitly states that she is dealing with 'not being able to know' what is happening. As she advised the dancers in rehearsals, they will not be able to feel too comfortable in the work because there will not be a way of predicting what will happen.
The piece itself, Butcher observed, is not interesting as such, it is the negotiation that the dancers engage in that will hold any potential interest. Butcher explained that she sees her role as keeping a momentum of discovery in the work: 'questions and negotiations are feeding the body'. No movements are fixed and there is no fixed score that is developed in rehearsals. 'The end result will be all of the things you have done', Butcher observes.
Yet there are parameters that are set through the notes Butcher provides. The work's future will in some ways have to be 'predetermined' (Lyotard, 1991: 65) .
So rather than handling the rope as a prop, the dancers are invited to deal with the way the rope is framed in the space and how they frame themselves with the rope. Butcher places a focus on the sense of an activity and asks the dancers to always maintain the doing and handling of the rope, and allowing their movement to be part of this at times. Lines and arcs, crossing the space -waiting, dropping, piling, pulling, holding, shifting, carrying… as procedures of making movement. 
'So you are building yourself a repertory of language which most people I have worked with would write down. And although it isn't absolutely then part of the next runthrough, the possibilities of process that are brought in have been enlarged through the dialogue.
What can go wrong is if there is an immediate shift, where you suggest something and then it immediately changes -that isn't the point of the replay, the reliving of it, you have to be quite careful about that.
Somehow all the information has to be re-absorbed and re-set, which was why I was never sure about what would ever happen, and I am sure I never will. But I think that I have built up experience now as to know that in a way the expectation is unknown -and maybe that's the nature of the work -and that in a way is what is enigmatic and what is interesting about it.' (Butcher in conversation with Stefanie Sachsenmaier, May 2015)
In The Test Pieces, Butcher advises, the use of live cameras projecting onto monitors placed in the space focuses, extracts and magnifies the engagement and connection between the dancers. 'As you watch it, you realize the passing of events'. Only when the dancers come in line with the camera, an image of them is screened, providing a different sense of duration to the work.
The Test Pieces, she adds, is a very difficult piece to perform as it is about recording itself: 'in a way it's like the news -there is never the final news. Creating new news, a new event, every time it's done, it is built up with the same associations. She will never see, in this sense, something resolved in her own mind. The question of the unconscious of memories and the issue of tikto or a generative nexus liable to engender work that is both recognizable, resonant with the past as well as 'new', seems to us to chime with the double notion of 'capturing intention' and of 'the right words' that we introduced above. The inscription is required to be longer, more delicate and detailed, 'thicker', He uses the term 'passing' to allude to 'working through', the Freudian notion that takes up 'the through of the English working through' that is invited of the analysand (54). The word 'work', he observes, 'is very deceptive. There is also work in every technique: there is no breaching or scanning without some expenditure of energy'. The process of passing however uses up more force than other techniques, because it is a technique 'with no rule, or a negative rule, deregulation' -and, some might observe, no straightforward answers;
and this, in a very clear sense, poses a particular dilemma for the digital archivist. Passing or 'working through' involves a 'generativity with, if possible, no set-up other than the absence of set-up'. It needs to 'pass beyond the reminder of what has been forgotten', and it entails an inscription that seems to be 'from afar, from very far, and for very far, in time and space' (55). It involves a dreaming, perhaps, or an ongoing search, in the sense that Butcher is a searcher (whereas some of us are researchers).
In our view, Lyotard is not simply playing here with Freudian riddles. Rather, he is 'working through' something (some thing?) with which, in Butcher's case, performance work that works may well be shadowed, or doubled, or thickened.
- She also values the fact that the archive is a resource she would still like to use.
'I listen to a lot of programs in which artists talk about the past all the time, and they don't want to go back, don't feel like going back.' But Butcher needs to call the work back. She has registered that some of her work has not been seen enough and for her it is important to have the opportunity for the work to be relooked at. …the archive… will never be either memory or anamnesis as spontaneous, alive and internal experience. On the contrary: the archive takes place at the place of originary and structural breakdown of the said memory. (Derrida, 1995:11-12) 
